C a n o n Doyl e? : G e t ti n g H ol m e s ri g h t ( a n d g e t ti n g t h e ri g h t s) fo r t el evisio n H e w e t t, RJ h t t p:// dx. doi.o r g/ 1 0. 1 0 9 3/ a d a p t a tio n/ a pv 0 0 4
H e w e t t, RJ h t t p:// dx. doi.o r g/ 1 0. 1 0 9 3/ a d a p t a tio n/ a pv 0 0 4 Ti t l e C a n o n Doyl e ? : G e t ti n g H ol m e s ri g h t (a n d g e t ti n g t h e ri g h t s) fo r t el evisio n
A u t h o r s H e w e t t, RJ

Typ e Articl e
U RL
This ve r sio n is a v ail a bl e a t : h t t p:// u sir.s alfo r d. a c. u k/id/ e p ri n t/ 3 4 0 6 9/
P u b l i s h e d D a t e 2 0 1 5 U SIR is a di git al c oll e c tio n of t h e r e s e a r c h o u t p u t of t h e U niv e r si ty of S alfo r d.
W h e r e c o py ri g h t p e r mi t s, full t e x t m a t e ri al h el d in t h e r e p o si to ry is m a d e fr e ely a v ail a bl e o nli n e a n d c a n b e r e a d , d o w nlo a d e d a n d c o pi e d fo r n o nc o m m e r ci al p riv a t e s t u dy o r r e s e a r c h p u r p o s e s . Pl e a s e c h e c k t h e m a n u s c ri p t fo r a n y fu r t h e r c o py ri g h t r e s t ri c tio n s.
Fo r m o r e info r m a tio n, in cl u di n g o u r p olicy a n d s u b mi s sio n p r o c e d u r e , pl e a s e c o n t a c t t h e R e p o si to ry Te a m a t: u si r@ s alfo r d. a c. u k .
Introduction
Given the developments in adaptation studies over recent years, an article on television representations of Sherlock Holmes which prided themselves on fidelity to Conan Doyle might seem somewhat retrograde. The field has long since moved beyond what Sarah Cardwell terms 'cultural adaptation' , where the primary focus of study is the relationship between a screen adaptation and the literary text from which it derives. This 'centre-based' approach, designed to examine the fidelity of the screen version to the perceived 'original', ignores the possibility of 'genetic' adaptation, in which the accumulated intertextual influences of manifold versions of the same text can influence both the form taken by any new adaptation and the readings which may be placed upon it.
As highlighted by Thomas M. Leitch ' (ibid) ; the former at least is stated in "The Naval Treaty" (Conan Doyle 397). 3 Assertions by Mark Gatiss and Steven Moffat, executive producers of Sherlock (2010-) , that 'everything is canonical' (Mumford 9;  "PBS Online Chat with Steven Moffat") would seem to support Leitch' s claim that such works are 'hybrid adaptations that depart from their putative originals at any number of points, often choosing to remain faithful to unauthorized later versions ' (208) . A glance at Holmes' film and television credits shows that such productions easily outweigh 'direct' adaptations. Indeed, literary pastiches and parodies had begun to proliferate long before Doyle's death, the author himself making some notable contributions. 4 This article, however, has as its focus those UK television adaptations which went against the trend by attempting to adhere as closely as possible to Doyle's stories.
Rather than being a centre-led exercise in analysing textual fidelity, the aim is to illustrate the motivations behind a 'faithful' approach, in particular the need to appease the copyright holders to the Sherlock Holmes tales in order to ensure permission to broadcast. immediately contacted Denis at the Grand Hotel, Venice, evidently panicked by the revelation that 'neither you nor your brother wish our television versions to be used, at least for the present' (Candler) . Quite why Adrian had decided to withdraw permission is unclear, but the Corporation swiftly pointed out that 'as we had no reason to suppose your brother was not acting with proper authority we are entitled to go ahead with our plans' (ibid). However, the BBC was clearly keen to resolve any objections, even In fact, the scripts were far from complete, at least two of the six episodes still being in synopsis form only (Lejeune 19 Sept.) . It is not known whether the Venetian rendezvous ever took place, but what is clear is that Denis Conan Doyle ultimately agreed the series could go ahead. This permission was not, however, lightly given, a later memo from Val Gielgud's secretary twice affirming that 'it took a great deal of persuasion to get Mr Denis Conan Doyle to allow the televising of these stories' (Read) .
By early November, presumably returned from his travels, Denis expressed interest in visiting the Lime Grove studios, indicating a slight thaw in attitude towards the project.
Michael Barry immediately extended an invitation (6 Nov.), though whether this was taken up is unknown.
It can be seen that the Conan Doyle estate was sending somewhat mixed signals, not least with regard to who had the power to grant permission for televising Sherlock
Holmes. When Adrian became the estate's representative four years later his negotiations with the BBC proved no less fraught. However, on this first occasion the Corporation made the mistake (in the eyes of the copyright holders) of commencing work before clearance had been given, an error they would not repeat. While Lejeune's scripts were not as far advanced as the Corporation led Denis to believe, the Conan Doyle brothers would not appear to have had any actual creative input, their sole concern being whether the stories should be transmitted. The fact that permission was finally granted indicates that the scripts' fidelity was such that no objection could be raised, and in this light it is interesting to consider the press release issued by the Corporation for the series launch:
The series will bring Holmes to life as he was, neither guying nor modernising him; giving him none of the scientific aids that the modern detective has; in short, trying not to offend the most inveterate Holmes enthusiast. To this end producer Ian Atkins has read every book 'under the sun' about Holmes; has made many visits to the recent exhibition at Baker Street, and acknowledges much help and information from Mr C.T. Holmes (1954) , would be included among those available for adaptation (Walford 10 Dec.) . Although none of these were ultimately used, The Exploits provided an intriguing bargaining chip several years later, when the BBC attempted to acquire the rights to the characters of Holmes and Watson. The BBC agreed to pay £500 apiece for the initial five episodes (one transmission plus one repeat), with a £500-per-episode option on a further eight stories, £650 each for a further thirteen, and £750 each for a further twenty-six (Walford 10 Jan.). (BBC, 1962-71) Goddard is then quoted displaying his knowledge of Holmesiana, explaining the noncanonicity of the deerstalker and calabash, and highlighting the fact that, 'above all, Sherlock Holmes was not an old man. He was agile, active, and although thin was very strong -able to straighten a bent steel poker with ease' (original emphasis). Goddard also states that Dr Watson had been poorly served by previous film characterisations:
'Nigel Stock, in a warm, subtle performance, restores Watson to his true worth'.
Goddard's words seemed tailored to satisfy Holmes purists, and thereby the estate: 'We are trying not to offend the fanatical enthusiasts ... But although we have consulted the "experts" we do not want to use secondhand impressions. We have gone right back to the original material for our references'. Nevertheless, Douglas Wilmer subsequently claimed that it was he and co-star Stock who kept the series on the straight and narrow:
There was one script, for "The Red-Headed League", which was given to me only ten days before we were due to start rehearsing it ... I read the script and couldn't believe my eyes. There were fourteen characters, all of them seeming to have been introduced from Damon Runyan, that were not mentioned in the Canon at all. The story started in a mews flat with the banker, Merryweather, in bed with his mistress. The script called for saucy pictures on the walls, and a sort of comic act with policemen climbing in and out of windows ... I suggested that the script editor should simply take a cake slice to the original text, lift out all the required dialogue, and there would be the script.
And that is what they did. (quoted in Weller 1990: 4-5) It should be borne in mind that Wilmer's comments, made many years after the event,
were delivered to the highly appreciative Sherlock Holmes Society in the equivalent of a public performance, and may therefore contain an element of exaggeration for the purpose of entertainment. The BBC files contain no such version of "The Red-Headed
League", the extant camera script being virtually identical to the transmitted version, which is reasonably faithful to Doyle's tale.
Whatever the basis of Wilmer's reminiscences, David Goddard was clearly at pains to remain in good odour with the estate. However, when a brief biography of Sir Arthur that had been prepared for promotional purposes was subjected to Adrian's scrutiny, he insisted on adding several paragraphs which expanded upon his father's early life. For Goddard, this was one demand too many:
We feel very strongly that although the views expressed ... are of great interest to the scholar, they could be actively detrimental to the impact and effectiveness of the piece for the popular press ... The result could well be to alienate their interest and reduce the amount of coverage which we obtain. (Goddard)
Doyle's correction of errors 21 were carried out, however, and Goddard also amended the statement that 'This is the first time that Sherlock Holmes has been produced as a television series in this country'. The 1951 programmes had clearly not registered with
Goddard, in spite of marked similarities in aims and approach.
Despite the best efforts of the production team, the 1965 series of Sherlock Holmes did not enjoy the healthiest of starts, 'The Illustrious Client' receiving 'strong and unanimous' criticism from the BBC Board of Management (Adam 22 Feb.) .
Director General Hugh Carleton Greene was particularly critical of the way 'in which the story had been altered as compared with the faithfulness of the [sic] Speckled Band' (quoted in Adam 22 Feb. Latterly, however, the insistence on works only by Sir Arthur being adapted seems to have wavered once Adrian glimpsed the chance of seeing his own stories utilised by the Corporation -despite the fact that less than half his father's Holmes tales 24 had by this time been adapted. The power wielded by Doyle's heirs -and the inconsistency with which it was applied -can therefore be seen ultimately to have worked to the detriment of Holmes' BBC appearances, rather than their benefit.
